


1 Carl Oberthür Berceuse Op 299 3.57
2 Louis Spohr Sonate in C minor, Mvt I Andante – Allegro 8.26
3 Louis Spohr Sonate in C minor, Mvt II Andante 8.24
4 Alphonse Hasselmans Valse de Concert Op 4 7.00
5 Francis Thomé Andante Religioso Op 70 5.07
6 Camille Saint-Saëns Fantaisie Op 124 13.49
7 Charles Villiers Stanford Caoine Op 54 No. 1 8.36
8 Gabriel Pierné Sérénade Op 7 2.49
9 Wagner/August Wilhelmj Preislied 7.21
10 Richard Pohl Wiegenlied 5.32
11 John Thomas Larghetto 4.16

 Total Timing  75.17

Frances Mason plays a 17th Century Italian violin by Andrea Guarneri and uses a Pajeot bow.

(Marianne Eissler played a Carlo Bergonzi violin of 1731, the ‘Gillott, Eissler’. She would probably have used gut 
strings, specifically a gut E string, with a Tubbs bow.)

Jenny Broome plays a 1999 Salvi Arianna concert harp strung with Pirastro gut and wires.

(Clara Eissler had two English Erard Gothic harps, one with extravagant decoration, dating from 1886 and 1890.)

The recording was made at St Martin’s Church, East Woodhay, on August 29th to 31st and September 7th, 2016, 
with recording, production and engineering by Adrian Hunter.  
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Hommage aux Demoiselles Eissler
Chamber music for harp and violin from the repertoire of Marianne 
and Clara Eissler, musicians to the Court of Saxe-Coburg Gotha.



Saint-Saëns Fantaisie Op 124 for violin 
and harp stands alone in the repertoire.  In 
planning recital programmes it is good to be 
able to include music from a range of styles, 
so Marianne and Clara Eissler, the dedicatees 
of the Fantaisie, offered the possibility of 
finding a repertoire from an earlier age. 
Musical historians tell us very little about 
them, but in their day, they were celebrated 
performers, known and loved by people all 
over Europe.  Uncovering their lives and the 
music they played has been largely a matter 
of searching newspaper reports. They lived 
at a time of great wealth and great houses, of 
railway travel, of life lived in public, of news 
widely disseminated and repeated. The music 
they played is essentially Victorian, but the 
titles and associations hide music that has its  
own charm. This was an age when a large 
and diverse audience listened to and enjoyed 
classical music, and when the aristocratic 
element of that audience was well educated 
in music and supported and enabled its 
performance. The story of the Eisslers is also 
a story of women fighting to build careers 
as independent women at a time when most 
careers were cut short by marriage.

The Eissler Sisters

The first surprise about the Eisslers is that 
there were four sisters: Emmy and Frida, both 
pianists, Marianne the violinist, and Clara  
the harpist. They were born in Brünn, now  
Brno, in Moravia, then part of the Austro-
Hungarian Empire, Marianne in 1865 and Clara 
in 1868. Frida was a pupil of Leschititzky,  
and lived a separate life, teaching the piano  
in Paris. Emmy, Marianne and Clara all 
studied at the Vienna Conservatoire, Emmy  
with Anton Door, Marianne with Carl 
Heissler, and Clara with Antonio Zamara. 
Beginning in 1881, Marianne, aged 16 and 
Emmy, aged 25, toured Germany, where 
they were celebrated everywhere. Meanwhile 
Clara moved to Paris with her mother to  
study with Alphonse Hasselmans. She graduated  
with a disappointing Deuxième Prix in 1886, 
having had the misfortune to be competing 
with the ten-year-old Henriette Renié, who 
stole the hearts of the ageing male jury.  

The Eisslers then moved to London, where 
Marianne had begun to make contacts  
with the vigorous community of German  
musicians. Wilhelm Ganz was a particularly 

useful colleague, as a promoter of orchestral 
concerts and as music director for Adelina 
Patti, known as the Queen of Song. Patti’s 
importance cannot be over-estimated. She 
drew audiences of several thousand people  
for her provincial tours, for which special 
trains were provided.  First Marianne, and then 
Clara were invited to join her concert party, 
becoming well known around the country.  

Another useful acquaintance was Alfred, 
Duke of Edinburgh, a keen amateur violinist 
and leader of the Royal Amateur Orchestral 
Society. In 1891 Duke Ernst, brother of the 
late Prince Albert, appointed Marianne and 
Clara Kammervirtuosinnen to the Court of 
Saxe-Coburg and Gotha, a position renewed 
by Alfred, when he succeeded as Duke. In 
the same year the Eisslers were summoned to  
play for Queen Victoria at Windsor, and they 
subsequently played for the Queen at Balmoral,  
Osborne House and in Cimiez. In an age  
where everything was repeatedly reported in  
newspapers, they became household names,  
welcomed by the common people and the 
aristocracy, a welcome adornment to a 
fashionable soirée and an attraction in the  
new middle-class institutes.  

In 1897 a friend of the family, Gustave  
Schwabe, died leaving the family a legacy 
of £6000. The Eisslers used some of this 
money to buy a villa in Cannes, where the 
English aristocracy spent the winter months,  
escaping the London fogs and pollution. 
Almost imperceptibly the Eisslers became  
part of the aristocracy, at least while 
in Cannes. Gradually they became less  
involved in commercial concerts and gave 
more of their own chamber concerts. 
Perhaps the legacy of 1897 enabled them to  
approach Saint-Saëns with a commission, 
which was only realised ten years later in  
1907. By then both the Eisslers and Saint-
Saëns were perhaps relics of the Victorian era.
  
The first World War found the Eisslers in 
Ballater, near Balmoral, renting a house for 
the season. Unable to return to Cannes they 
remained there for the duration of the war, 
tactfully out of the way since as Austrians or 
Germans they could be classed as enemies.  
After the war, their money, which had been 
banked in Vienna, was worth very little, so 
they returned to Cannes with a very different  
status. Society and music had changed 
and the demand for their music was much 
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this is why the piece remained unpublished 
– it was too personal and private. The 
four movements of the classical sonata are 
presented in two movements, and the 
inspiration is Mozartian. 

Clara went to study in Paris with Alphonse 
Hasselmans (1845-1912), probably in his 
first full year at the Conservatoire in 1883/4, 
when he took over Prumier’s class. Under his 
tutelage the concours became a public event, 
and he is famous both for his compositions  
and for his eminent pupils. His Valse de 
Concert Op 4 was dedicated to Madame  
Erard in 1885 and performed by Clara at 
least as early as August that year, when the 
Eissler sisters gave a concert for the summer 
season at the Kursaal in Ostende. It was  
one of a selection of brilliant solo pieces 
played by both Marianne and Clara to  
contrast with the gentler music for duo, 
remaining in Clara’s repertoire until at 
least 1911. Although historians have made  
much of Hasselmans’ support of Henriette 
Renié, he was very supportive of Clara – 
arranging for her to play the Bochsa Concerto 
and proposing her as harpist. He dedicated 
his Nocturne La Harpe d’Eole Op 32 to  
her in 1894.

The aristocratic ladies who formed a large 
part of the Eisslers’ clientèle, were frequently 
accomplished musicians and their music  
rooms were often provided with an organ.  
Marianne and Clara acquired a significant 
repertoire of music for violin, harp and  
organ, with which they could involve their 
hostesses, without need of much rehearsal.  
Gounod’s Hymne à Sainte Cécile became 
almost their signature piece of this type and 
was much requested. Francis Thomé’s  
Premier Andante Religioso Op 70 is  
one such, which we play with harp although 
it was often played with just organ. Thomé 
(1850-1909) was a composer of ballets  
and incidental music as well as the salon  
music for which he is best known. Clara gave 
the first UK performance of his Légende  
for harp and orchestra in their orchestral 
concert at Queens Hall in 1895. The Andante 
Religioso was useful too for the many  
church fund-raising concerts they were 
involved with, particularly as it is lighter  
than its title might suggest, with a central 
section reminiscent of Flanders and Swann. 

reduced. The inter-war years are not much  
reported, but they seem to have given fund-
raising concerts, and done a little teaching.   
By 1942, they were still in Cannes, in  
distress and in poverty….

The Music

The harpist Charles (or Carl) Oberthür  
(1819-1895) was one of many German 
musicians flourishing in London. Professor at 
the Royal Academy of Music, he composed 
more than three hundred works, mostly  
for the harp.  In 1883 he invited Marianne to 
appear in his St James’s Hall concert, perhaps 
having heard her play at Wilhelm Ganz’s 
concert the previous year. He must have  
been impressed with her performance as it 
resulted in the first music dedicated to her, 
his Berceuse Op 299. They gave the first 
performance at his Princes’ Hall concert in 
1885, and Marianne went on to play it again 
with Oberthür and later with Clara.

The 1880s found Marianne, Clara and  
Emmy performing all over Europe, especially 
in Germany, where they met Rosalie 
Spohr, Countess von Sauerma, niece of the  

composer Louis Spohr. Rosalie had a brief, 
whirlwind career as a virtuoso harpist,  
deeply impressing Liszt and von Bülow, 
but it ended abruptly with her marriage. 
She continued to play privately and took a  
keen interest in music and harpists generally.  
She too must have been impressed with  
the Eisslers’ performance as she gave them  
the manuscript of an unpublished Sonata  
in C minor by her uncle for violin and  
harp. The Eisslers already had the big sonatas 
Op 113, 114 and 115 in their repertoire, 
but the little sonata in C minor gave  
them a newsworthy piece for their recitals.  
They performed it first in Germany, then 
brought it to Edinburgh in 1889 and 
subsequently played it at their own concert  
at Princes’ Hall the same year. The critical 
reaction was generally cool, although 
acknowledging the excellence of the 
performance. It is an early work, written  
in 1805, when Spohr had just been  
appointed music director at the court of  
Gotha. There he met and fell in love with 
Dorette Scheidler, a brilliant eighteen-
year-old harpist; this sonata was a form of  
courtship and having performed it together, 
Spohr proposed and was accepted. Perhaps  



Camille Saint-Saëns (1835-1921) must have 
known the Eisslers for many years before  
he wrote his Fantaisie Op 124 for them in  
1907. He might have been aware of Clara  
at the reception in Paris given by Munkascy 
in 1886; maybe he met Marianne at Juliette 
Adam’s salon in Paris in 1883. Certainly, he  
was performing in London at the same time  
as the Eisslers. Writing to his publisher in 
1898, he mentioned a possible piece for 
violin and piano ‘à destination des deux 
soeurs Eissler qui m’ont promis le concours 
de leur talent le cas échéant.’ Passing  
through Cannes in December 1905,  
Saint-Saëns called unexpectedly on the  
Eisslers at their villa Coste Belle. It seems likely 
that Marianne was in Wales recording with 
Patti, but Clara and Emmy were happy to  
receive Saint-Saëns. Clara played for him his 
Fantaisie Op 95 for solo harp.  He is reported 
to have been delighted and perhaps this re-
ignited his interest in a piece for the Eisslers.

The Fantaisie was written in less than a 
fortnight in March 1907, in Bordighera, 
and given its first performance in London at  
the Aeolian Hall on July 2nd as part of a 
concert of chamber music exclusively by 

Saint-Saëns, by Marianne, Clara and Emmy.  
Emmy is a shadowy figure, but ever-present 
as accompanist, impresario and agent.  
She was a very important participant in the 
concerts of chamber music promoted by  
the Eisslers throughout their career. It has 
been suggested that Saint-Saëns had Sarasate 
in mind when he wrote the Fantaisie, but  
the music is so directly related to the  
repertoire and style of Marianne and Clara 
that there can be no doubt that it was 
for them.  Sarasate was a close friend, to  
whom they dedicated their arrangement of a 
Chopin Nocturne and who in turn dedicated 
‘Le Rêve’ to Marianne.

After the première Marianne wrote 
enthusiastically to Saint-Saëns, ‘Ma soeur et 
moi nous vous devons un des plus grands succès de  
notre carrière. Votre nom retentissant nous a  
amené une salle comblée d’un auditoire musical 
et distingué, nous étions pénétrées de notre  
tâche et j’ose dire, que nous avons bien joués vos  
divines œuvres. Je crois que vous auriez  
approuvé la façon de notre interprétation. 
Ayant eu la chance d’avoir obtenu vos précieux 
conseils nous avions plus de confiance en nous et  
je pense vous assurer, cher maître, que ma 

sœur et moi nous nous sommes bien rappelées 
de la manière que vous avez désiré que le  
duo soit interprété. Le public nous a fait des 
exclamations plein d’enthousiasme après chaque  
morceau et nous avons obtenu le succès, que vous 
avez eu la grande bonté de nous souhaiter.’

The Times reported grumpily, ‘It is a duet  
for violin and harp called “Fantasia” and 
justifying its name by a singular lack of unity 
of style. At times it is as rhapsodical as some 
ultra-modern composition, and in another 
place comes a clever series of variations for 
the violin above a basso ostinato on the 
harp; there are plenty of passages which do 
not strike the hearer as being particularly 
appropriate to the combination chosen.  
When a harp is employed, it is surely  
unwise to write arpeggios and pizzicato 
notes for the violin; and numerous places in 
the harp part suggested that the effect of the  
piece would have been just as great if the 
part had been played on the piano. This 
is notably the case in the section with the  
basso ostinato, the best portion of the work.’  
When they repeated the work in Cannes 
in 1908 the response was enthusiastic, 
‘Both instruments are treated to the highest 

advantage; and in themes, in brilliance of 
handling, and in inexhaustible ingenuity and 
mastery of resource it is one of its author’s  
most characteristic and effective pieces. A 
strikingly original touch is the employment  
of the harp in a ground bass to a series  
of dazzling fantastics for the violin, it was 
beautifully played.’

Marianne was constantly compared to  
Wilma Neruda, Lady Hallé, the most successful 
female violinist of the age, and a native of 
Brünn. In searching out new repertoire  
they tried out many pieces for violin and 
piano, especially those that suggested a  
harp-like accompaniment as did Caoine.  
Charles Villiers Stanford (1852-1924) 
dedicated his Six Irish Fantasies Op 54 to  
Lady Hallé, who gave the première at St 
James’s Hall on February 3rd, 1894. At 
the time Stanford was also working on an  
edition of Moore’s Irish Melodies, which 
included ‘My gentle Harp’ (Air – The  
Caoine or Dirge). Caoine, Op 54 no 1 is 
a substantial and serious piece, which the  
Eisslers included in their concerts at the 
Salle Erard, at 7 St James’s Square and at the 
Curtius Concert Club, which provoked what 
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must have been the most frustrating review, 
illustrating the inherent conservatism of  
the audience for chamber music: ‘we praise 
Mlle [Clara] Eissler’s playing while we  
deplore the concert; and in deploring the  
concert, we appreciate Mr Schultz Curtius’s  
determination to have every form of separate  
instrumental art represented at his concerts.’  

Gabriel Pierné’s (1863-1937) Serenade Op 7, 
of 1881, was very popular and arrangements 
appeared for almost every possible  
instrument. It is one of the pieces Marianne 
and Clara played in 1891, when they  
were first summoned to play for Queen 
Victoria at a dinner at Windsor Castle to 
celebrate the engagement of the Duke of 
Clarence with Princess May of Teck. It  
crops up again in their performances on 
Deeside, at Balmoral and elsewhere, and 
provides light, mischievous contrast.

This was the age of Wagner-mania, with 
Richter’s regular concerts of ‘bleeding 
chunks’ and many arrangements available. 
Clara proposed Wagner to Patti, in the form 
of Träume, from the Wesendonck Lieder,  
and they performed it several times. One 

summer, the violinist August Wilhelmj  
(1845-1908), a friend and colleague of 
Wagner, was a visitor at Patti’s castle, 
Craig-y-nos, where Hermann Klein wrote, 
‘I shall always remember how grandly he 
played his transcription of the ‘Preislied’  
one afternoon, with Clara Eissler at the  
harp as his accompanist.’ Marianne and 
Clara chose to include it in their recital  
programme at the Kleine Musikvereinssaale 
in Vienna in 1895, an important concert  
for them, sponsored by Princess Metternich.  
The Viennese press were happy to recognise 
the Eisslers as Viennese artists returning  
home. After this, the Preislied was often a 
substantial part of their programmes, and  
was requested by Queen Victoria as 
an encore, when they played for her at  
Cimiez, Nice.  In 1906 they included it in  
their recital at the Gallia Theatre in  
Cannes, a hall large enough to accommodate 
the orchestra for Strauss’s symphonic poems.  
The reviewer noted that, ‘The interpretation 
is one of the best in the two sisters’ repertoire; 
but it is also, I believe, an authentic reading.  
Some years ago, Mahler, the great Wagnerian 
conductor at Vienna, went through it with them,  
and was absolutely delighted with their reading.’ 

They may have known Mahler from their  
Vienna Conservatoire days. Certainly, he  
was a guest at their London house when  
he was in town for the season in 1892. 
Although Wilhelmj wrote for violin and 
piano, the harp is an obvious choice to take 
the orchestral part.

Wagner’s influence is clear in Richard 
Pohl’s Wiegenlied. Pohl (1826-1896) was 
critic, musicologist and editor of the Neue  
Zeitschrift für Musik. He would have had 
better than average understanding of the  
harp as his first wife, Jeanne, was a virtuoso 
harpist, who inspired Liszt. When she died  
at the age of 45, Pohl wrote a tribute to her 
in the form of a biography. As a critic, he  
was an early supporter of Marianne when 
she first toured Germany, and perhaps 
the Wiegenlied was written for her. The 
Eisslers were playing it before it was  
published in 1889 ‘as played by Marianne  
and Clara Eissler’, and they chose to play  
it for a state concert in Coburg for  
the wedding festivities of the Grand  
Duke of Hesse and Princess Victoria Melita  
in 1894.

Our programme ends with a little duet 
by John Thomas (1826-1913), Pencerdd  
Gwalia, Harpist to Queen Victoria. He 
supported Clara from her first performance 
in London in 1886, often inviting her to  
take the second part in his Grand Duo 
in his annual harp concert. In turn, 
Clara included his music in most of her 
concerts, both arrangements and original  
compositions. This is the third piece he  
wrote for violin and harp with the 
Eisslers in mind. The Romance and the 
Rondo Piacevole date from 1889, but this 
Larghetto is from 1905.  Shorter, lighter and  
charming, it seems an appropriate reflection 
of a long and successful career.

Frances Mason

In a way, I started to play the violin by  
default.  My brother, five years older, was 
given the opportunity to learn with a visiting 
teacher who owned a special quarter size 
violin.  ‘Isn’t there anyone who could use 
this?’ she asked, and thankfully my mother  
said rather doubtfully, ‘er, well yes, there’s 
Peter’s sister.’  
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Elizabeth Hunt was my brilliant teacher  
for just a few years and later, aged about  
ten, playing at the Aldershot Festival, 
Ruth Railton was adjudicating and insisted 
that I should look for another teacher. In  
her persistent way, she persuaded Albert 
Sammons to take me on. He had stopped 
playing and I didn’t hear him play because  
he had Parkinson’s – he was just a  
grandfather-like figure, with snow-white  
hair, who showed me how to make music  
with the violin. His imaginative way of 
teaching, particularly bowing and fingering, 
continued with his pupil, Alan Loveday,  
at the RCM.

It was at the RCM that I came across chamber 
music for the first time, or it came across  
me, because as a scholar I was put into a string 
quartet as soon as I arrived; our tutor was  
the cellist Harvey Phillips. Soon I was 
approached by Roderick Biss, a New Zealand 
composer, to play his sonata, and met his 
compatriot Ashley Lawrence, with whom 
I played for many years in international 
competitions and broadcasts, until he  
became too busy with conducting.  

So, there at College my love of chamber 
music was born. Before I left I was playing 
with Olive Zorian, Harvey Phillips, and  
later Christopher Wellington, in Olive’s 
quartet and was privileged to play in  
many exciting and historic venues. Olive 
also played with Julian Bream, and I joined 
them when they needed a second fiddle.  
We performed violin duos together, and  
she became a mentor and friend; her  
early death at 48 was a severe loss.  

I had been fortunate to win various prizes  
at college, and later won first prize in the 
NFMS competition and second in the BBC 
violin and Carl Flesch competitions, so  
also became busy with solo work including 
the Proms. It was a wonderful time for  
young chamber musicians, with much 
broadcasting, particularly with Ashley and  
the sonata repertoire.

The arrival of a baby daughter, combined  
with professorship at the RCM, made life 
even more busy.  

Then the Music Group of London asked  
me to join them as second fiddle to  
Hugh Bean, also a Sammons pupil, so  
chamber music with piano and wind 
continued.  Later, the cellist Joy Hall, whom 
I had met in the Julian Bream Ensemble, 
asked me to join her and Liz Watson in 
their Rasumovsky String Quartet. The 
second fiddle was Gregory Warren-Wilson, 
an ex-pupil of mine at the College and now 
a successful poet. Later the viola-player, 
Christopher Wellington, joined the quartet.  
My Tagore Piano Trio, started at the  
RCM, became The Tagore String Trio, 
and so that wonderful repertoire became  
familiar, with performances and recordings. 
I had already had a rich career of music-
making with the violin.

However, the area I still wished to explore  
were the duos which Spohr had written for 
himself and his harpist wife. I had enjoyed 
playing and recording Spohr’s Trios and 
Duos with Michael Freyhan and Joy Hall, 
and so when I met Jenny Broome my chance 
came, and with it a new friendship and  
new repertoire.

Jenny Broome

Some of my earliest memories are of lying 
in bed listening to my parents downstairs 
playing violin sonatas. They were amateur 
musicians but enjoyed playing together.  
I started piano lessons aged five or six, and 
very soon my mother encouraged me to  
play piano duets, but as many children do, I 
wearied of the piano, so my mother insisted 
that I take up another instrument. I was 
attracted to the harp with its complexity  
and beautiful shape and sound, and was very 
lucky to be accepted as a total beginner at  
the Junior Royal College of Music, on the 
strength of my hastily revived piano playing.  
I was very fortunate to find myself a pupil  
of Daphne Boden, who built a solid  
technique for me, covering a lot of repertoire, 
and I found that I loved the harp!  

Nevertheless, music didn’t seem an  
appropriate career, and instead I won a 
place at Cambridge to study architecture, 
but I couldn’t quite abandon my music, and 
spent my gap year studying with Renata  
Scheffel-Stein. At Cambridge I had some 
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wonderful musical experiences, between 
project reviews, dissertations and a lot  
of late-night drawing, including performing 
the War Requiem in King’s College  
Chapel as part of the chamber orchestra 
conducted by David Hill, appearing at the 
Aldeburgh Festival in a chamber opera by 
Matthew Best, and at the Edinburgh Fringe 
in Britten’s Rape of Lucretia. I kept up my 
lessons with Renata for a while, but it became 
impossible to practise enough.  

After a few years working in architecture, 
a big recession in the construction industry 
shifted the balance back towards music,  
which had always been there, pulling. I  
decided to accept the many invitations  
to play, and later to teach, building a career 
at first with those commercial weddings 
that support so many musicians. Privately at  
home, I revisited those lessons with  
Daphne and Renata and worked on my 
technique and repertoire. Gradually the 
orchestral playing increased, and there  
were opportunities for concerto playing  
and some of the big harp showpieces.  
Highlights have come from surprising 
directions: working for the Royal  

Shakespeare Company for Richard Jones’s 
production of A Midsummer Night’s Dream 
with music by Jonathan Dove, and much 
later giving the first public performance at  
very short notice of Dove’s opera Seven 
Angels for two voices and harp; working  
with Andrew Parrott to record Berlioz’s 
trio from the Childhood of Christ; being  
part of the team for Stowe Opera’s 
magical production of Rusalka; emotional 
performances of Peter Grimes with Richard 
Hickox at the Endellion Festival.  

Those early piano duets led to a love of 
chamber music, and I explored the now quite 
extensive repertoire for flute, viola and harp, 
with Trio Sospiroso, as well as a wide range  
of chamber music for a variety of line-ups. I 
also formed the harp duo, Arcangeli, with 
Helena de Rijke, which has been a joy!

In 2007 I was invited to play in a charity  
concert and was delighted when Frances  
Mason approached me to collaborate in a 
performance of Spohr’s music for violin and 
harp. These are demanding and virtuosic  
works which we have explored together  
over many years, tracking down a wide 
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repertoire to build programmes around 
them, and commissioning Speed Matters 
from Edward Lambert, who has also written 
two other works for me, Concerto Cubico,  
for trombone, marimba and harp, and  
Short Story, for flute viola and harp.  Over 
the years Frances has become a very dear 
friend and mentor.
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1 Carl Oberthür Berceuse Op 299 3.57
2 Louis Spohr Sonate in C minor, Mvt I Andante – Allegro 8.26
3 Louis Spohr Sonate in C minor, Mvt II Andante 8.24
4 Alphonse Hasselmans Valse de Concert Op 4 7.00
5 Francis Thomé Andante Religioso Op 70 5.07
6 Camille Saint-Saëns Fantaisie Op 124 13.49
7 Charles Villiers Stanford Caoine Op 54 No. 1 8.36
8 Gabriel Pierné Sérénade Op 7 2.49
9 Wagner/August Wilhelmj Preislied 7.21
10 Richard Pohl Wiegenlied 5.32
11 John Thomas Larghetto 4.16

 Total Timing  75.17

Hommage aux  
Demoiselles Eissler
Chamber music for harp and violin 
from the repertoire of Marianne and Clara Eissler,  
musicians to the Court of Saxe-Coburg Gotha.
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